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. .since it [pornography] is a genre with basic similarities to other 

genres, we need to come to terms with it.” 

Linda Williams 
Hard Core 

Depending on the source, pornography generates between 2 to 13 billion dollars a 
year. If we take the latter figure to be accurate, this would mean that pornography 
generates more money than all four national sports combined, more than all three 
American automakers combined (www.truthinstuff.com). Pornography, until very 
recently, was an industry that relied on the courage of men who dared to venture into 
seedy stores with no windows and strange lighting and mail orders which were delivered 
in dubious packaging denoting the obvious. In short, the distribution methods for 
pornography before cable and the internet were limited and largely inefficient. 

The internet especially, is changing this - and no one has been able to exploit 
these favorable conditions more successfully than Jenna Jameson. 

When asked, “Who is Jenna Massoli?” most people would balk with ignorance 
and perhaps inquire with a passive curiosity. However, ask people, “Who is Jenna 
Jameson?” and one could receive a myriad of responses from exuberant excitement to 
disgust and disdain. The distinction between the two questions is marked by a difference 
in last name - however, it is this distinction which transforms the question into one of 
reality and simulation. 

Jennifer Massoli was a 17 Year Old girl who grew up in Las Vegas. At 18, 
Jennifer Massoli legally changed her name and became Jenna Jameson. Since then, she 
has become the most famous and one of the richest pornographic film stars ever. 

Jameson has starred in more than 110 films (www.imdb.com), her website, of which she 
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keeps proprietary control, is among the most popular websites for adults. Jameson has 
appeared in more than 700 magazines and has been named pornography’s favorite actor 
by nearly every publication. Jameson sells (on her website) bobble head dolls, 
anatomically correct body parts, mouse pads, vibrators and Zippo lighters. Jameson has 
become the first pornographic star to lend her image to a non- pornographic advertising 
campaigning for Pony, manufacturer of athletic goods. She makes frequent appearances 
on talk shows, including Bill O’Reilly. Though a dubious source (and many of them are 
concerning pornography), Entertainment Tonight, the television show, reported that the 
pornographic star has made over 15 million dollars. In 2001, Jameson told reporter 
Seamus Heffernan from www.tmthinstuff.com that she owns two homes and six cars. 
Jameson claimed “I don't have to work anymore if I don't want to” 
(www.tmthinstuff.com). Jameson also owns a restaurant in Scottsdale, Arizona. 

With such cinematographic and financial success, Jenna Jameson has become an 
image like any Hollywood actor. Jameson has become a self-authored image which 
exists within pop culture and thrives among her fan base - but she is not entirely self- 
made. Through tradeshows, websites, email, strip clubs and even live interaction with 
fans via her website, her fans contribute, perhaps unknowingly, to the marketability of 
Jameson. Jenna Jameson has become a representation of both the projected image of the 
actor, i.e. Jameson herself, and the projected fantasies conjured by her fan base. The 
Jameson image/representation is predicated on her sexual appeal and the impermanent 
yet insatiable appetites of her fans. Jenna Jameson has continually transformed the 
image in order to sustain a commodified existence, which is her only real existence at all. 
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Because of this dynamic, if we are to ask, “Who is Jenna Jameson?” we must look to 
Baudrillard for assistance. 

This paper intends to critically examine the existence of Jenna Jameson within the 
modalities of Jean Baudrillard’s simulacra. While simulacra is typically referred to in the 
context of the hyperreality of commodification and representation, in conjunction with 
marketing schemes such as Pokemon or Disney, this paper will to argue that Jenna 
Jameson has evolved into a simulacrum. The Jameson image is linked physically to the 
person, which for distinguishing purpose will be referred to as Jenna Massoli, but I will 
to argue that the image of the pornographic star, Jenna Jameson, has estranged itself from 
the referent (Massoli), and has become a simulation based on sex appeal and the 
projected fantasies of her fan base. I will argue that Jenna Massoli and her fans have 
spun Jenna Jameson off into a simulacrum. In other words, a transition from a “sign[s] 
which dissimulates something to a sign[s] which dissimulate nothing.” (Baudrillard, 

1983,pg.11) 

To support this claim, this paper will introduce organizational field theory. 

Within this theory, seven steps have been identified as pivotal moments where Jameson 
transitions to different socio-economic fields, and ultimately into a simulacrum: 

1. Name Change 

2. Entry into a Specific Socio-Economic Field 

3. Introduction of Primary Products 
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4. Acceptance by the Specific Socio-Economic Field 

5. Recognition by a More General Socio-Economic Field 

6. Introduction of Secondary Products 

7. Formalization into the General Socio-Economic Field 


Cjocio-Economic Institution 



The steps listed above occur in the ‘intuitional’ environment model listed above. Also, 
the steps associated with the model must necessarily take into account that in order to 
study a human as simulacra a biographical look at the person’s life is required. Attention 
to biographical information alone makes it seem that the “human as simulacra” theory is 
impossible, since we are inevitably validating the existence of the physical person. 
However, as we will see with the case of Jameson, the self-authored persona (simulation) 
can eventually triumph in existence over the original referent, thereby eliciting its state as 
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simulacra. This model does not necessitate that its various steps be completed 
sequentially or in a strict linear fashion. With this, the model and the steps are somewhat 
flexible, allowing for cases such as Jenna Jameson to be evaluated and reevaluated during 
her life as her career progresses, thereby accounting for changes and differences in 
consumption over time. An explanation of institutions, fields and organizations will be 
discussed later in the paper to help define what I mean by ‘socio-economic field.’ 

As Jameson’s career has progressed, each stage represents a movement from 
Jenna Massoli the person, to Jenna Jameson the simulacrum. The reader should note that 
even such a model is a limited chronological representation in that each ‘stage’ overlaps - 
it is difficult to identify when one stage begins and another one ends (again, the 
encapsulations are arbitrary). This paper intends to define terms and discuss each stage 
in light of Baudrillard’s theories of simulation and representation. The attempt is to 
understand Jenna Jameson, not as an actor, but as a simulacrum. 

What is Simulacra? 

“Baudrillard’s culture of simulation destroys our sense of paramount reality,” 
comments Wojciech H. Kalaga in his introduction to Signs of Culture: Simulacra and the 
Real. The existence of simulation by nature negates the possibility of reproduction or 
production of counterfeits because an original never existed. Baudrillard argues, “The 
very definition of the real has become: that of which it is possible to give an equivalent 
reproduction.. .the real is not only what can be produced, but that which is always already 
reproduced: that is, the hyperreal...which is entirely simulation.” (Baudrillard, 1983, 
pg.10) This explanation causes a breakdown of the semiotic signifier and signified 
relationship. In effect causing the “death sentence of every reference” (1983, pg.l 1). 
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Ultimately, this line of reasoning leads to a signification of nothing, except the 

transaction of capital which is responsible for the original simulation. Simulacrum is the 

reproduction of the simulation which is void of any referent. 

Pokemon exemplifies this model as it has no real referent, i.e. simulacrum. 

Examples of Pokemon commodities and marketing lend themselves to a complex web of 

intertextuality where each Pokemon product refers to another. The entire product line is 

a simulation of characters and fantasies which include games, movies, posters, stickers, 

game cards, etc. to the extent that a child can experience Pokemon in every facet of life - 

from Pokemon toothpaste to Pokemon bed sheets. 

Children encounter Pokemon not as a game or a television show or a card 
game or a motion picture but as a lived totality encompassing many or all 
of these. It serves as an intertextual resource for their play, for their art, 
for their discourse. It serves as a reference point for myriad social 
activities as well as a resource for private fantasies. (Peterson, pg. 2) 

Pokemon projects a fantasy where children can participate through consumption and 
behave according to the rules and physics of this fantasy or ‘hyperreality. Even when 
children experience this fantasy through what Mark Peterson terms “Play and Display,” 
they are still most likely to adapt Pokemon to their cultural and habitual idiosyncrasies. 
The comparison to pornography should not be lost here. 

If Pokemon projects a simulated fantasy where consumption allows for 
participation (into the hyperreal), then pornography also bears a certain relationship in 
that it commodifies the sexual fantasy. Pornography certainly does not contain the kind 
of intertextuality inherent in Pokemon; however, Jenna Jameson has established within 
pornography an empire-like presence where Jameson can simulate not only the sexual 
fantasy, but commodify every aspect of the experience with refined skill - she moves 
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beyond a “psychic metaphor for capital” (Borkowska, 2000, pg. 93) and creates a world 
which is “metaphor for capital.” 

The Name Change - Is a decisive break with “past” identity, and the individual begins 
to assert a new, fabricated identity or persona, or simulation. Typically the name change 
is also accompanied by a location and/or career change, the development of new 
behavior, clothing style, mannerisms, and even a change in speech or language patterns. 

Jenna Massoli was bom on April 9, 1975, in Las Vegas. Massoli’s father was a 
Las Vegas police officer and her mother was a Vegas showgirl. At the age of four, 
Massoli’s mother died. When Massoli was 17, she began working as a showgirl in one 
the hotels on the Las Vegas Strip. After performing for a year, she found stripping to be 
more lucrative, commenting, “I'm topless anyways, why don't I just go strip, and make a 
lot more money.” (www.trathinstuff.com) 

At this point Jenna Massoli changed her name to Jenna Jameson. The change was 
merely symbolic and does not suggest any kind of transformation. It did however allow 
Massoli to construct a persona distinct from the 18 Year Old Massoli who was raised 
Catholic and trained as a ballerina for 13 years. By changing her name, Massoli 
symbolically (and legally) gave birth to an image that will eventually evolve into a 
representation of pure sex appeal. By changing her name she enables the public to 
identify with the simulacrum which has not yet taken form. Jameson is the mask which 
will soon separate from the referent, to disguise nothing. 
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Entry into a Specific Socio-Economic Field- The individual enters his or her initial 
target socio-economic field, typically through acquisition of employment in the field; 
social relationships begin to form. 

To help define the parameters of a ‘socio-economic field,’ I will borrow from 
Douglas Holt’s interpretation of Pierre Bourdieu's concept of ‘social world(s).’ Holt 
describes Bourdieu's concept of a “social world” as consisting “of many distinctive, 
relatively autonomous, but similarly structured (i.e., homologous) fields such as politics, 
the arts, religion, education, and business. Fields are the key arenas in which actors 
compete for placement in the social hierarchy through acquisition of the statuses 
distinctive to the field,” (Holt, 2000, pg 17). 

However, some American economists and sociologists have applied Bourdieu’s 
idea of ‘fields’ to explain behavior of organizations (actors/players) in their respective 
field. Organizations exist, thrive and fail in certain environments that give meaning to 
their language, which offer mechanisms through which they operate. Organizations and 
actors do not exist in a vacuum. They are systems which are open-ended. Organizations 
not only have commonalities within societal networks, they are also deeply embedded in 
a shared institutional environment (Garcia, 2003, pg 3). The informal and formal 
arrangements among the organizations provide an incentive structure and ‘rules of the 
game’ by which organizations act accordingly (North 1990). 

The arrangements or ‘rules of the game’ provide stability for the organizations 
involved (Fligstein, 2001, pg 17). This set of ‘rules’ - formal or otherwise - in addition 
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to the cognitive maps that govern their interactions, constitute an “organizational field.” 

W. Richard Scott describes an organizational field as: 

a population of organizations operating in the same domain, as indicated 
by the similarity of their services or products. Included also are those 
others that critically influence their performance, including exchange 
partners, competitors, funding sources and regulators (2001, pg. 84). 

By ‘socio-economic’ I refer to the negotiations and activity which transpire in an 

organization field. Hence, a socio-economic field is an organizational field with a 

productive and consumptive dynamic. 

Having said this, in order to commodify the Jameson image, the idea of Jenna 
Jameson must exist in a certain field. The name Jenna Jameson has no real market value 
other than the value which can be abstracted from the name’s association with Jameson 
the pornographic actor - the Jameson name has market value only because of its 
representation in a certain field, in this case, pornography, which is encased in the larger 
socio-political economy of American capitalism. In order to achieve simulacrum status, 
Jameson must transverse at least her own socio-economic field, through the steps 
prescribed, in order to create an intertextual network of products, which ultimately all 
point to each other. 

Jameson’s entry into a specific socio-economic field begins with her work as a 
stripper. While stripping, Jameson was approached by magazines and filmmakers. 
Jameson has appeared on the covers of more than 300 magazines and as appeared in over 
700 magazines (www.ainews.com/Archives/Story4443.phtml). In 1995, Jameson 
appeared in her first pornographic film. Since then, Jameson has made more thanl 10 
films (www.imdb.com). 
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Jameson’s talent on screen and her blond hair, blue-eyed Americana appeal 
propelled her quickly into pornography’s various media outlets. Jameson’s popularity 
allowed her to headline movies, establish an immense internet presence, and to gamer top 
billing at tradeshows. Jameson’s talent was recognized by viewers, and her fan base 
grew exponentially. Through publicity and marketing ploys, Jameson grew to be one of 
pornography’s biggest draws. 

Introduction of Primary Products - These are products/commodities created by (or 
attributed to) the individual; these are the first products received by the consumers in that 
field. The individual begins to produce and promote his/her primary products; name 
recognition begins its formal development. 

Acceptance by the Specific Socio-Economic Field - Primary products are received by 
main field with success; further name recognition is generated. 

Jameson’s acceptance into pornography is self-evident. Never has an actor 
demanded the salary or the power that Jameson enjoys in pornography. Jameson is 
chairwoman of ClubJenna, Inc., the production studio and management firm specializing 
in Internet development and marketing. Her own Website, ClubJenna.com, is among the 
most popular on the Web. Vivid Entertainment Group has selected her as a Vivid Girl 
and films produced by her own production company are distributed by Vivid 
(www.ainews.com/Archives/Story4443.phtml). 
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Jameson’s influence is so far reaching that she is beginning to challenge radical 
feminist thought on pornography. Before Linda Williams’ book, Hard Core, the radical 
feminist voice mandated that pornography be censored. Anti-pornography feminist 
theorists argued that pornography was inherently degrading and equipped young men 
with dangerous and objectifying images of the sexual act, perpetuating the sexual 
subjugation and exploitation of women (Williams, 16-19). However, Jameson is in 
control of the simulation, she controls the means of production and controls the rights to 
her products. She is reportedly worth millions and has admitted that her financial 
situation would allow her to never to work again. She owns two homes, six cars, and a 
restaurant in Scottsdale - while men (and women) buy her latest DVD for $60 and 
masturbate alone in their homes and apartments to an image that is simulacrum. One 
must ask, who is exploiting who? 

Recognition by a More General Socio-Economic Field - Name recognition and success 
of products in main fields travels to other socio-economic fields (the establishment of 
cultural capital, to borrow from Bourdieu). 

Jameson’s popularity and power in the pornographic industry have provided 
opportunities and recognition outside of her own Specific Socio-Economic Field. 

Jameson has been able to leverage her pornographic celebrity capital to acquire work 
outside the pornographic industry, something of a milestone among pornographic actors. 
Jameson had a recurring role in the NBC series Mr. Sterling. She was featured in 
Howard Stern's Private Parts and in the Comedy Central movie Porn 'n Chicken. 
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Jameson played a role in the independent film Wrong Way to Sundance directed by Dan 
Settini. Jameson has hosted El's Wild On program, and has made countless television 
appearances. Jameson even participated in a debate held at Oxford University about the 
nature of pornography. 

In addition to her film career, Jameson has appeared in mainstream publications 
such as Playboy, Esquire, Glamour, Cosmopolitan, Allure, Jane and FHM, which ranks 
her as one of the 100 Most Beautiful Girls in the World. She was named 2003 "Girl of 
the Year" by Revolver magazine. This year Jameson has increased her web presence by 
introducing www.jennascasino.com, an online gaming site officially licensed by 
Jameson. 

Jameson was also signed by Pony to star in a marketing campaign to sell athletic 
shoes. This marks the first time a pornographic actor has been utilized by a major 
corporation to sell a certain product - testimony of Jameson’s marketability. 

Introduction of Secondary Products - Those products/commodities created by (or 
attributed to) the individual, or based on licensing rights; typically these commodities do 
not take the same form or medium of the primary products. Market value of the 
individual becomes more heavily based on commodification; new consumption values 
are ascribed to the individual and his/her products; name recognition increases; products 
become increasingly intertextually related. 
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Formalization into the General Socio-Economic Field - Individual formally becomes a 
part of other socio-economic fields; name recognition is at its highest; celebrity factor 
becomes assigned; public life identity dominates private life identity. 

This last stage in the human simulacra model is a culmination of the prior two 
stages. The first three stages demonstrate how the simulation is slowly detached from the 
referent and is established in the field of pornography. The next three stages leverage the 
Jameson marketing capital to allow for new opportunities to legitimize the simulation 
outside the pornographic field. Finally, these elements combine to formulate a simulation 
familiar to the collective social consciousness. Many people may not know exactly who 
Jameson is, but have probably heard the name in some context, and more importantly, it 
may not necessarily have been within the context of pornography. Some may know 
Jameson as the guest star on NBC’s “Mr. Sterling.” Some may recognize her from the E! 
Channel. Others may simply think she is an obscure independent film star featured in the 
March issue of Vanity Fair. Yet others may know her simply as the queen of pom. In 
each case, the simulation has penetrated, with the help of intertextual commodities, 
different socio-economic fields. This simulation has been at times redefined and 
reproduced to attract the expenditure of capital. Consumption is what keeps Jenna 
Jameson alive. The consumption of the popularized simulation is what sustains the 
existence - a commercial heartbeat of sorts. 

Originally, this paper ended here, with a tidy conclusion. However, I believe this 
line of thinking presents some interesting issues for discussion. The actual 
transformation to simulacrum is theoretically predicated and like all good theories should 
allow for critique. Challenges can be made to the simulacrum claim, but the proprietary 
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commodification by Jameson is difficult to refute considering the evidence. The question 
presents itself then that if Jameson controls the means of production, not solely the 
image, but the process by which the image is converted into an object of exchange - and 
if Jameson owns and controls the means of distribution, then objections to the classic 
exploitation arguments can be explored. More importantly, if Jameson owns both the 
means of production and distribution, can she actually help shape, or even construct a 
new market for pornography that is more democratic and not as offensive to the feminist 
sensibility (though it is uncertain what this would look like)? 

There is a feminist anti-pornography line of thought which suggests that 
pornography has helped construct the sexual cues and appetites of boys and men, and that 
pornography may reinforce, if not altogether initiate degrading or subjugating sexual 
practices. Or we can take for example, Robin Morgan’s famous slogan, “Pornography is 
the theory, rape is the practice.” (Williams, 16) Linda Williams has identified the 
“money shot” (pg. 93) as an example of female degradation in pornography (practically a 
mainstay in heterosexual pornography). However, if Jameson owns the means of 
production and distribution, and if the pornography market abides by recognized, or 
specifically Marxist, factors of consumption, could it be possible that Jameson has 
sufficient cultural capital in the field to construct and drive a market where demand for 
less female subjuction is actually preferred? Or at least competitive? In other words, 

Can Jenna Jameson eliminate the “money shot” and create a demand for a new, more 
egalitarian form of pornography?” Can she create a market? 

Or, another point of view could be this. Has Jenna Jameson become a perfect 
worker under the capitalistic regime? Has she become the ultimate worker by 
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unknowingly exploiting herself for capital to the extent that she believes her exploitation 
is actually empowerment? Has capitalism played the ultimate ‘trick’ on Jameson? 

Thank you. 
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